2 Responses in popular culture to past military interventions have been analyzed by scholars and rock critics alike. 1 Already the incursion into Iraq has generated the strongest reaction by popular musicians to any American military adventure since Vietnam. The response is complicated for popular music and broader publics, both American and global. Large street demonstrations, in the United States and elsewhere, reflect acute suspicion of motivations for the war and doubts about its long-term success. At the same time, prominent publics have been highly supportive of the war. Popular musicians reflect these political divisions and perhaps reinforce them. The Iraq War has generated an explosion of songs and videos to criticize or support the war.
3 Here I analyze the oppositional music. 2 The first section examines the texts of anti-war songs. The goals are to clarify the verbal and musical patterns in the lyrics, show the variety and inventiveness of the musical styles, and identify the political themes. The results suggest that recent anti-war songs represent a collective, perhaps not entirely conscious, attempt to voice alternatives to the present course of American foreign policy, conceived as an unapologetic reliance on raw military power as a first response to global challenges. That the artists are not only Americans indicates that this effort to re-make American politics is a global operation. 4 The second section interprets political meanings of the music as a whole. Initially it articulates themes identified in the textual analysis to clarify some of the complicated messages in the music. These reach toward an alternative network of meanings inspired by opposition to the ideological framework of the Bush administration. Then it considers a central peculiarity in the current production of anti-war songs. On the one hand, Operation Iraqi Freedom has generated a huge outpouring of music. Dozens of songs have been released by diverse artists. Some are wellknown and have major-label contracts, but others are obscure: signed to smaller labels or not at all. On the other hand, little if any of this music has become a prominent part of the overall popular culture, either in the time leading to the war or the time after it.
5 Many pundits make or deny comparisons between the Iraq and Vietnam wars. 3 What seems undeniable is that musical reactions against the Vietnam War eventually proved much more prominent than musical responses to the Iraq War have so far become in American popular culture. The high volume, diversity, and creativity of current anti-war music stand in striking contrast to its scant sales and airplay, although these need not mean a negligible impact on the popular culture. We do well to explore the political significance of this peculiar situation.
What Constitutes a Popular Musical Response to the Iraq War?
6 Categories of popular culture can be difficult to define, yet analysis requires boundaries. What to include as musical "responses" to Operation Iraqi Freedom is debatable. Even what counts as a "musical" response is contestable. In a post-rap world, it can be hard to distinguish "music" from "poetry." At least since John Cage, moreover, contrasts between musical tones or rhythms and other sounds have blurred. 4 By now, it can be quaint or anachronistic to impose narrow definitions of musical form. Some of the most interesting and perhaps powerful pieces in my experience of anti-Iraq-War music speak words over ambient soundscapes. Thus "Two Minutes and Fifty Seconds of Silence for the U.S.A." is an audio track of a television speech by George W. Bush to announce the invasion, except that his words have been removed by Matt Rogalsky to leave only electronically enhanced background noises. The current musical and political scenes demand that we include such works, appreciating them as "songs" and "music."
7 What constitutes a "response" to the latest Iraq War can be an even more complicated question. The Iraq War is not exactly a discrete political event. The Bush administration has justified it as part of a larger "War on Terror." This move has become more pronounced as the first military justification for the interventionthat Iraq was an imminent threat to the U.S. -collapsed. The administration continues to present the invasion as a response to 9/11, against even the findings of the 9/11 commission. In popular music, too, responses to the Iraq War often mix with responses to 9/11. Some anti-war songs in response to the U.S. invasion of Afghanistan or other actions after 9/11 help articulate opposition to the Iraq invasion as well.
8 One example is "Not in Our Name" by Saul Williams. It is part of a song set written in 2002 against a variety of Bush actions, including the invasion of Afghanistan. These songs or poems also form powerful statements in opposition to Operation Iraqi Freedom. Ani DiFranco's "Self-Evident" is a criticism of Bush policies in the broader context of the history of American military intervention.
9 Yet not all popular songs in response to 9/11 "work" as criticisms of the Iraq invasion. The Rising by Bruce Springsteen is a two cd set produced specifically in response to the 9/11 attacks. Its ruminations on the meanings of 9/11 are thoughtful and wideranging, especially in relation to different communities heavily impacted by the attacks, but it is not exactly an "anti-war" album in general or music directly relevant to the Iraq War.
10 Nor does all "anti-war" music, even of late, target Operation Iraqi Freedom. Context can matter enormously. Peace Songs: A Benefit to Help Children Affected by War is an interesting compilation. Its highlights include Avril Lavigne's cover rendition of Bob Dylan's "Knockin' on Heaven's Door," an updated version by Yusuf Islam (formerly Cat Stevens) of his "Peace Train," Leonard Cohen's "Anthem," and the Barenaked Ladies' cover of Bruce Cockburn's "Lovers in a Dangerous Time." Sales are to "help children affected by war through War Child Canada's International humanitarian projects." In a sense, this is an "antiwar" album. But it is seems neither intended nor received as a political response to any particular war, and none of the songs appear written or performed with the Iraq War in mind. Instead Peace Songs is primarily a benefit album, somewhat along the lines of "We Are the World."
11 Working another way is the Not in Our Name cd. Released in 2004, it makes no mention of the Iraq intervention, yet the title implies criticism of recent American actions. Moreover the cd bills itself as benefitting the Not in Our Name Project, "a non-profit, allvolunteer organization, created in response to the actions of the U.S. Government in the aftermath of the terrorist attacks of September 11, 2001 ." This does not tell a buyer much about how proceeds will be spent, but it does suggest their use for oppositional work of some kind. Moreover the line-up on the cd includes artists known for political songwriting, such as Ani DiFranco and Michael Franti. That its other artists tend to be less well-known -The Looters, Los Pachanga Pistols, Ozomatli -is further evidence that generating sales (by including "major" artists) is less important to the producers than including a diverse range of styles and perspectives. While only two of the songs make direct references to war, all seem to have political bite. 17 Much has been written about the significance of "political" music. 12 Does it try to persuade listeners to take some political perspectives rather than others? Can a three-or four-minute song have that impact? Perhaps in some cases: a devoted fan might adopt a political stance because of a song by a favored artist. Yet it seems unlikely that large numbers of people are swayed only by hearing a particular piece of music, no matter how powerful. Music can also be used to mobilize the committed. Classic folk tunes such as "Which Side Are You On?" and "We Shall Overcome" show that music can be important for political movements. 13 But popular music is not the same as folk music. And, with one or two possible exceptions, it is doubtful that any songs considered here will become anthems, sung in mass at political rallies.
18 More likely is that the voluminous production of anti-war music in response to Operation Iraqi Freedom signals a collective effort in the popular culture to develop a counter-narrative to the dominant justification for the invasion from the Bush administration. As with most myth-making, this is not entirely conscious or coherent. In the dominant narrative, Saddam Hussein supported "terrorists," posed an immediate danger to the U.S., and was one of the worst tyrants of the twentieth century. Recent anti-war music tells different stories. American foreign policy over the years, even decades, before the attacks. These attempted to move beyond the President's position that the attackers were simply "evil-doers" who "hated us because we are free." None, let me emphasize, attempted to justify the killing of civilian bystanders.
22 Ani DiFranco's "Self-Evident" rises to the moment without being imprisoned by it, including many elements of what has become an evolving counter-narrative to the Bush War on Terror. Performed live, the spoken-word piece starts with a distorted guitar in the background. This lends it an ambient feel until, about halfway through, drums and bass kick in with horns adding punctuation. The lyric's first references are to 9/11: "A perfectly blue sky on a morning beatific / on the day that America fell to its knees / after strutting around for a century / without saying thank you or please." We hear the crowd begin to react as DiFranco entertains the idea that U.S. policies might provide some explanation for the terrorist attack. As the piece continues, DiFranco implicates big oil, American interventions into El Salvador, the first Gulf War, the CIA, the FBI, and the Weathermen as she cleverly gathers, but doesn't exactly weave together, various facets of U.S. foreign and domestic affairs over the second half of the twentieth century.
23 Particularly telling is the multi-referential phrase "self-evident." It pulls several strands toward one another. "We hold these truths to be self evident: / #1 George W. Bush is not our president. / #2 America is not a true democracy. / #3 The media is not fooling me." The allusions are readily evident to many listeners: President Bush was not chosen democratically in 2000 because Republicans essentially "stole" that election; the U.S. has been unmoored from its democratic foundations; and mainstream media help unhinge American democracy. DiFranco also suggests that 9/11attacks should have been "self-evident" in prospect, given the earlier WTC attack. "Remember the first time around?" she asks. "The bomb, the Ryder truck, the parking garage? / The princess that didn't even feel the pea? / Remember joking around in our apartment on avenue D? / Can you imagine how many paper coffee cups would have to change their design / following a fantastical reversal of the New York skyline?!"
24 As the song moves toward its conclusion, DiFranco suggests that honor for the dead of 9/11 lies, not in our seeking revenge, but in our resisting political forces that would use the attacks to increase their own power. "3000 some poems disguised as people / on an almost too perfect day / must be more than pawns / in some asshole's passion play / So now it's your job / and it's my job / to make it that way / to make sure they didn't die in vain / sshhhhh . . . Baby listen / Can you hear the train?" DiFranco reverses the standard 9/11 notion that honoring the attack victims means a military response. Yet "the train" stays unspecified. It could represent anything from the relentless train of modern history to a rising global tide of anti-militarism (the "Peace Train" of Cat Stevens), to the tit-for-tat train of America going to war in reaction to a military attack. 27 "Pledge of Resistance" is a short, powerful burst that calls for democratic forces to challenge the militarism provoked by 9/11. "We believe as people living in the United States / that it is our responsibility / to resist the injustices done by our government / in our names / Not in our name will you wage endless war / There can be no more deaths / no more transfusion of blood for oil / Not in our name will you invade countries, bomb civilians, kill more children / letting history takes its course over the graves of the nameless / Not in our name will you erode the very freedoms that you have claimed to fight for / . . . Not by our hearts will we allow whole peoples or countries to be deemed as evil / . . . Another world is possible, and we pledge to make it real." World Music Award, and it won the audience vote for best act. At the last minute, the BBC disqualified the band on the ground that anti-war activists had been generating votes for the group's "politics," not for its "music." At the final awards ceremony, three band members responded by climbing onto the stage with signs that read "BBC Cover UP," lifting them to expose their naked bodies where "Peace Not War" was written across their chests. 16
30 Seize the Day's "United States" seems to have been written in response to 9/11, even though the music is reminiscent of an earlier generation of English popular folk artists, such as Pentangle and Fairport Convention. That helps make the lyrics disturbing, almost shocking, in their depiction of U.S. military policy. The song describes America as "my family" and notes sympathetically that "the whole world feels your pain," but it shifts quickly to a stinging appraisal of U.S. action. "Before this war is over," the singer suggests, "you'll make sure we do again / even as the tower tumbled on that fire-fighting team / we wondered who you'd barbeque for puncturing your dream." A similarly harsh ambivalence appears in another part of the song, which addresses the U.S. to say, "You're beautiful, big-hearted / in many ways you're free / and you're smart enough to get the world how you want it to be." Other lines patronize the U.S. opponent: "I am not an Islamicist, / religion's not my thing, / but they're friendlier than Christians, / and I like the way they sing." "United States" unsettles even more because it seems to tap evolving global expectations that U.S. responses to the September 11 attacks would be unnecessarily violent and vengeful. The invasion of Iraq did nothing to dispel these fears.
31 The invasion of Afghanistan seems to have provoked Michael Franti's "Bomb the World." A song in the tradition of John Lennon's "Give Peace a Chance," it melds elements of reggae and gospel through a chorus that rises as the song builds. Franti's tone is sorrowful, not angry, as he calls for "power to the peaceful." Sounding many themes mentioned in other music, the song starts with 9/11: "Fire in the skies / many people died / no one knows why." But Franti has explanations aplenty: "It's big corporations / World trade organization / Tri-lateral action / International sanctions, satan." Franti rejects nationalist fervor: "I don't understand the whole reason why / You tellin' us all that we need to unify / Rally round the flag / And beat the drums of war / Sing the same old songs / Ya know we heard 'em all before / You tellin' me it's unpatriotic / But I call it what I see it / When I see it's idiotic." And he rejects war as a solution for terrorism: "You can bomb the world to pieces / But you can't bomb the world to peace."
32 John Lester also reacts to the war in Afghanistan, but differently. A folk-singer, bassist, and songwriter, Lester contributed "Out of the Clear Blue Sky" to the cd for Peace Not War. The song tries to come to grips with the sense that invading Afghanistan is a justifiable response to 9/11 attacks while still resisting the larger politics and rhetorics of the Bush administration. "Say I'm a coward not a patriot / Well I know that we had to strike back / I just don't think we've planned the hardest battle yet." Lester doesn't like demonizing "enemies." Yes, "everyone is rightfully filled with rage" after the 9/11 attacks. But the President should not be "pointing his finger" and saying "'we're one nation under God / and by God we're gonna get them back one day" when he makes no attempt to understand the motives of those who inflict such atrocities. Of course, "they were evil and they were wrong / but all the weak take a desperate measure / when they're backed into a corner by a foe too strong." Feeling its way thoughtfully through contradictory feelings in the aftermath of 9/11 and American responses, "Out of the Clear Blue Sky" won an award for the best lyrical commentary of 2003.
Causes and Consequences
33 Many songs focus on the Iraq War, explaining it in terms that differ markedly from the Bush administration. Often these songs explore the view, held widely in the U.S. and around the world, that the war was fought to increase American control over oil stocks in the Middle East.
34 Billy Bragg's "The Price of Oil" is the clearest, least qualified indictment of this kind. The song is sparse, with Bragg singing and strumming an acoustic guitar while an electric guitar slowly builds in the background. Its four-minute explanation for the invasion is simple: "It's all about the price of oil / It's all about the price of oil / Don't give me no shit about blood, sweat, tears and toil / It's all about the price of oil." Still the song does argue for its view, rebutting other possible explanations. Bragg declares that he is not a "fan of Saddam;" but if the invasion was initiated to free Iraqis from a dictator, "why him, why here, why now?" Bragg notes that the U.S. has supported other unsavory characters, including Augusto Pinochet "and even Bin Laden." "Just like that election down in Florida," he tells the listener, "this shit doesn't all add up." If the U.S. isn't intervening militarily for humanitarian purposes, or to support democratic forces, what's left? Bragg answers: the "stock market" and the "price of oil."
35 By context, at least, "Jacob's Ladder" by Chumbawamba implies a somewhat more differentiated explanation. Chumbawamba is an English anarchist collective that made a big splash in the U.S. with "Tubthumping." "Jacob's Ladder" is on Peace not War and turns up on various anti-war websites. It does not seem to have been written in direct response to the Iraq War. But the tune is catchy; and the brief refrain pulls together themes of religiosity, oil politics, and war skepticism: "Like a sermon on the mountain / said the dumber got dumb / hellfire and brimstone / swapped for oil and guns / When we're pushing up daisies / we all look the same / in the name of the father / but not in my name." The first line refers to the most famous sermon of Jesus, when he prophesied that the "meek shall inherit the earth." Yet the title refers to Genesis, where an exhausted Jacob fell asleep on some stones and dreamt of a ladder "set up on the earth, and the top of it reached to heaven." There Jacob could "behold the angels of God ascending and descending upon it." 17 Jacob's ladder is also a child's toy, a climbing perennial, a rope ladder used on ships, and particular pattern of the sunlight. Chumbawamba's song taps such multiple and contradictory meanings. The ladder's ascension to heaven pleads for peace and evokes the souls of war victims rising to heaven. But it also symbolizes the aspirations of empire builders who would create heaven on earth by marshalling religious convictions and military forces.
36 When Michael Franti turns to the Iraq War in "We Don't Stop," his account is much more complicated than Bragg's. Spoken words give the song a rap feel, but the beat owes as much to reggae and Motown as hip-hop. The tone is upbeat but sustains a political edge. The song starts with an inventory: "They gotta war for oil, a war for gold / A war for money and a war for souls / A war on terror, a war on drugs / A war on kindness and a war on hugs. . . . The war on pot is a war that's failed / A war that's fillin' up the nations jails / World war one, two, three and four / Chemical weapons, biological war / Bush war 1, Bush war 2 / They gotta a war for me, they gotta a war for you!" So "we don't stop," says the chorus. What "we don't stop" seems to be music and dance as antidotes to continual war. "We can't stop until we hit those heights! / And we don't stop / We can't stop because we love this life." Then the song evokes a "new day" when wars will be eliminated: "They try lockin' it, though, but we about to explode / We got the firefly, tiger eye apocalypse flow. 38 The target of Outkast is "Bombs Over Baghdad." At the time of the Iraq invasion, Andre and Big Boi were a band on the cusp of commercial breakthrough. Outkast had received critical recognition, won several Grammies, developed a devoted fan base, and gained moderate success in selling records. It was the leading edge of "Southern hip-hop," a style that owes as much to Jimi Hendrix and George Clinton as to Public Enemy and Dr. Dre. Still the massive success of "Hey Ya," a cut from its second album, The Love Below, was in the future; so at a crucial point in its career, Outkast was taking a big risk in releasing "Bombs Over Baghdad" in the lead-up to the war. The lyrics are stream-ofunconsciousness, with scattered references to the rigors of touring, unpredicted rainstorms, 9/11, aids, Janet Jackson, hurricanes in Florida, and Taco Bell. Underlying the fast-paced lyrics is a hard drum beat. As the song unfolds, it quickens until it sounds like a machine gun. The song, on an otherwise non-political album, gets its political edge from the chorus: "Don't pull the thang out, unless you plan to bang / Bombs over Baghdad! Yeah! Ha ha yeah! / Don't even bang unless you plan to hit something / Bombs over Baghdad! / Yeah! Uhh-huh." Via clever juxtaposition, the lyrics tie together the attractions of power, war, violence, and sexual conquest.
39 "Pain of Life" is less an explanation of the Iraq War than an exploration of its consequences. By GM Babyz, a British techno group, this song targets the impact of war on children, emphasizing the Iraq War. It suggests that children raised in violence become violent themselves: "The rain's made of metal when apaches blaze / light up the sky turn the warm nights cold / You know 10 people murdered and you're 10 years old." The song speaks especially to affluent children who live in peaceful circumstances: "You think you're rebelling cause your smokin' weed / There are kids in the world that are ten years old / and all they want to do when they grow up is explode." An upbeat dance track delivers dark images of what happens "when the bombs fall down," and the contrast between music and message seems to contrast the world's privileged children of peace to the Iraqi children whose lives have been defined by war.
40 The optimism and dread of the pre-invasion movement against the Iraq War are evident in the video for "We Don't Want Your War." The song, from Arizona-born Jynkz, is a folk-rock anthem. 18 The lyrics don't mention Iraq or the "War on Terror," yet both lurk in implications of the opening: "When you can't believe / the words they say / and you're haunted by / the swords they raise / like a rabid dog / we've seen before / they refuse to hear / the world pounding / pounding down their door." "We don't want your war," repeats the chorus, closing with, "You keep telling us we do."
The video makes such ties explicit. 45 The illegitimacy of Bush is the focus of the 1970s punk band Crass. Formed by Steve Ignorant and Penny Rimbaud, it is known for noisy guitars, frantic drumming, a commitment to anarchism, and a disdain for fellow punk rockers, the Clash, as posers. Although the band split up in 1984, the Peace not War album led Rimbaud and Harvey Birrell (formerly Ignorant) to rework the earlier "Major General Despair" into the "Unelected President." This music is punk, with grating, slicing guitars and straight, heavy drum beats. Uncertain whether it wants to speak or sing, the voice tells listeners that the "unelected president sits at his desk / planning another attack / since the dramatic coup of September 11 / he's never had to look back." The images go for gruesome, with "festering corpses" and the "eternal stare of eyeless skulls" supposedly suiting an unelected president who "would "destroy us all with his cancerous mind and his greed for the power of blackgold." Seemingly determined to cast Bush as a shocking monster, Crass spills over-the-top toward an irony it apparently does not intend. The song samples a speech by British labor historian E.P. 51 Bush-Blair is also a principal concern for a truly haunting cut on Peace not War. It remixes a speech by Tariq Ali on the eve of the war. A Pakistani expatriate in Britain who has been involved with leftist politics since the 1960s, he has written numerous nonfiction books and novels as well as dozens of articles for academic journals. The speech criticizes American policy: "if they took a vote in the general assembly the vote would be 80% against them and they know it." It evokes a rising global tide of popular opposition to the war: "1.2 million people demonstrated in Italy against the war." It castigates Blair: "when people find out I am from Britain they say could you just explain to us Tony Blair? They just want an explanation saying why is he so constantly ensconced in the posterior of the American president?" And it scorns the Bush doctrine of pre-emption: "don't you dare do anything because we will use our military power to crush you.
that's what they're saying openly." As the speech proceeds, the remix soundtrack adds an ambient sense of foreboding and eventually dissolves into a crescendo that represents the rising pitch of war preparations. As with other anti-war cuts, Tariq's speech emphasizes U.S. arrogance and isolation in deciding to invade Iraq. But it also condemns Toni Blair as a lapdog of President Bush: a theme that American artists tend to ignore.
A Digitally Remastered President

52
The power of electronic manipulation of sounds became clear to a large public in the wake of Howard Dean's notorious Iowa whoop. Amateur mix-masters around the world put together rhythm tracks which highlighted an embarrassing performance with devastating political consequences. 21 The response to Dean revealed the presence of a digital infrastructure, in place and ready to act in short order. 55 John Stewart and his staff at The Daily Show have mastered the art of splicing political speeches to reveal a different version of the truth than the speaker was attempting to provide. They are particularly good at using this device to lampoon the deer-in-theheadlight hesitations, verbal stumbles, moments of apparent panic, and general incapacity to articulate policy positions beyond talking points that critics take to characterize Bush. Where this might be seen as unfair or deceptive depends on one's political commitments. There are no rules for fairness or accuracy by "fake news" shows, in spite of their potential impact.
the guerilla theater of the digital underground, the subversion of narrative is de rigeur. Any viewer or listener would, no matter how approving or outraged, would have to be impressed by the effort and skill that went into re-producing the "Bush" address. In diverging from the initial narrative, this "remix" opens the possibility that other kinds of truth lie within the original lines, truth revealed only by the application of digital creativity.
57 New Horizons in Violence has a website for re-mixes of Bush statements that add electronic background music. A posting on the "Liberty Unites" website claims that the NHIV release in September 2003 of its video on "The World's Worst Leaders" was soon downloaded by 60,000 "would-be terrorists." Wearing Bush and Hussein masks, the video's makers then distributed copies of the EP version to media outlets throughout Melbourne, Australia. 25 The video shows "George Bush" wearing a sheriff's badge on a cowboy outfit. He chases then is chased by a squirtgun-toting "Saddam." Soon Bush wields a red-tipped plastic missile that he sometimes carries between his legs. "The world's worst leaders" is a phrase that the video takes from the 2003 State of the Union message, only to sneak a quick and barely discernable "we're" into the sentence. Soon the phrase expands to include "The world's most dangerous regimes / with the world's most dangerous weapons." As we hear "Bush" repeat these phrases, we see pictures of Dick Cheney, Donald Rumsfeld, and other members of the administration. Several times, the phrase "I can't see, because I can't see. . . . I can't see, because I can't see" is sampled. Accurately, the video quotes Bush to say that "We cannot let terrorists or rogue nations hold this nation hos tile or hold our allies hos tile." It also lets him mispronounce "nuc-le-ar" as "nucu-lar." As in the Osymyoso track, we hear wild applause from both houses of Congress as Bush says, "We can't help you, go home and Them" is in the style of a spiritual. The theme is urban gang warfare. It is a plea for young black men to stop carrying guns, using violence, and participating in the drug trade as a response to white racism. Ms. Dynamite calls for a more directly political response. "You g'won like yer brave / that's an illusion. / Brave man wouldn't kill his own / would start a revolution." She recognizes, though, that her call may remain unanswered; and she pleads, "oh, Father, watch over them."
62 Another song of general social criticism is by Roots Manuva (Rodney Hylton Smith). Born in London to parents from a small village in Jamaica, he had a radio hit in England with "Brand New Second Hand." He borrowed the phrase from his mother, who used it when he was growing up to describe used clothing she had acquired for the family. British connection with "hypocrites in Downing St. pouring petrol on the flames." The lyrics explain how actions of the radical right serve the purposes of power elites, so that together they support a global system of economic inequality and oppression: "some mother in Jakarta / lays down her weary head / in some free trade zone compound / where they work you 'til you're dead."
65 Lyrics from System of a Down tie the Iraq War to globalization and media manipulation. "Boom" was released as a song and a video by a Los Angeles band that describes its music as "a manic brand of post hard-core everything. Initially it seems to refer to a specific romance that was "cold and intimate," but it evolves into a larger, more existential exploration. "We search within / We search without / We touch the corners of our minds / We play our lives / Deceive our friends / We taste the fruit of our own lies / Pointless ventures / Endless games / We were never here at all / Nothing in this world / could ever change / while we're cold and intimate." In the anti-war compilation, these lyrics suggest how war stems from a lack of human intimacy and an unwillingness of humans to deepen connections with one another. For Sawhney, the path toward intimacy is spiritual: "Wisdom is the key / to the heart of prophecy / Synagogue, temple, mosque, church / each and every place we search."
67 For something different, Massive Attack, the hugely influential UK "trip-hop" band, contributed "Hymn of the Big Wheel" to Peace Not War. Its theme is the damage that humans do to nature and to one another in the process of destroying nature. Here electronica meets world-beat and gospel to form a kind of environmental hymn. The chorus is catchy: "The big wheel keeps on turning / on a simple line day by day." In between, the narrator speaks to his son, wishing for him a world where he can "be free / look up at the blue skies / beneath a new tree." Massive Attack laments the shadows / where the factories drone / On the surface of the wheel / they build another town." In the meantime, "one man struggle while another relaxes." With war in the background, the song is a lament for lost nature and a plea for a better world.
68 On the edges of anti-Iraq-War politics are three songs from the None in Our Name cd that explore implications of warfare. The inequalities fostered by automobility and the decline of public transportation concern "I Don't Have a Car but I Live in L.A." by Los Pachanga Pistols. Implicitly, at least, the song criticizes the heavy dependence of the U.S. economy on imported oil. In "Manzanar," the Looters allude insistently but perhaps cryptically to the U.S. internment in World War II of citizens from Japan: "How far . . . to Manzanar . . . tell me, tell me," the refrain runs. The Looters are a world-beat band together for almost twenty years from San Francisco, so they could be expected to know what we might not: that Manzanar, California was the site of one of the ten relocation camps; now registered as a National Historic Site, it is one of the best preserved. A third contribution from Les Claypool, lead singer of Primus, seems to target the mediamilitary-industrial complex when he tells us through the voice of "ten o'clock newscaster, David Macalaster" that "the shit has just hit the fan." Macalaster asks, "wouldn't it be nice to live in a world, where everything's exactly as it seems?" As a realist, though, he notes that "instead we live in a world where bastards come along to piss on your dreams." So the song directs listeners to "get off your ass [since] vengeance is back in style."
War as a General Theme
69 Many popular songs contribute to a more general kind of anti-war music. These might not mention the Iraq War at all, but their timing or appearance in anti-war compilations can mark them as relevant to Operation Iraqi Freedom. These works reach for universality by criticizing war in general, so that they relegate the Iraq War to possible implications.
70 "Lone Pine," by the Mark of Cain, an Australian hard-core band, expresses the futility of war from the perspective of soldiers. John Scott's speaks the bleak vocals over crunchy guitars: "stepping and trudging this endless grim mile / nothing ahead but the naked and the dead / deceased and devoid / nothing ahead / stepping and trudge / the naked and the dead / nothing moves forward, nothing ahead / deceased and devoid / the naked and the dead."
71 Cat Power's song, "Rockets," turns up on many anti-war websites. Its attraction is in the atmosphere and ambiguity. This dark, grunge-like piece has its vocals rise over steadily building drum beats to rachet tension. The song is a lament, a warning, a plea. "Where do the dreams of babies go? / 'Cause you know they're all so good," asks Chan (pronounced Shawn) Marshall. "Where do the rockets find planets?" she wonders repeatedly. "Where are the dreams of babies going / 'Cause you know they're all gone fast." The lyrics fall just on the other side of accessible to draw listeners in. The band is suggesting something awful about war, about demented dreams of world conquest.
72 Exploring power relationships at the dark heart of war, "The Bell" may become a classic of the folk genre. Pete Seeger sings his lyrics with Stephen Smith, and DJ Spooky provides the rhythm track. "A man at a desk" confronts "a child" who wants to leave for the "new world." The man doesn't want the child to leave, and warns that "I'm sounding drums of war." But the child refuses to participate. Angry, the man asks, "Don't you love your country?" The child turns the tables: "Yes, I do, but you don't." Now standing above the man, the child accuses him of lies that he calls "the truth." The man accuses the child of cowardice: "You must be scared to die." The child answers, "I'm prepared, you're scared." Then the man hears "a bell." "Yes," the child says, "it's ringing you to hell." Instantly recognizable, the Seeger voice and effective folk repetition join the melody, crescendo, and trance rhythm track to create a sense of something old but new. "The Bell" draws on familiar tropes to reinvent the folk form for current audiences.
73 In "Rape (Tactic of War)," Fun'da'mental attacks warfare through one of its horrifying practices. The group is known for infectious trance beats and leftist politics. In this piece, the opening synthesizer suggests that a wild disco track is on the way; but electronic street drums make a noisy entrance, and the song becomes a frenetic dance track. It samples some vocals, but Louis Farrakan is the only one speaking in English. No continuous vocal track elucidates the title; instead a sheet of lyrics provides words that may be read as the song plays. They say that rape is a tactic with a "long history" in warfare, including atrocities by European conquerors of the Americas, English conquerors of Scotland, German soldiers in World War I, and Soviet soldiers in World War II. "Rape is not an accident of war, or an accidental adjunct to armed conflict. Its widespread use in times of conflict reflects the special terror it holds for women, the special contempt it displays for its victims." The song ends with the suggestion that "rape will continue to be a favourite weapon of the aggressor," and it asks, "have any of them thought how it would feel if it was one of their own who were the victim?" To focus on "one of their own" rather than themselves might be faulted as paternalistic. But Fun'da'mental deserves kudos for tackling a subject rarely, if ever, addressed by popular musicians -even "political" ones.
74 Lenny Kravitz earned some acclaim for releasing an anti-war song during the clamor for war. Infectious beats and catchy hooks mark much of his music, and Kravitz has not inclined to taking many chances, political or musical. His themes have been neopsychedelic, summoning images of parties, love, and nature that don't threaten the middle-class or middle-aged Americans who provide many of his listeners. Thus "We Want Peace" is an antiwar tune, but it is generic enough to offend only the most determined war-monger. It repeats a few vague lines over a forgettable rock-funk rhythm. "It's time for the revolution!" Kravitz shouts, but what revolution is unclear. "We're at the crossroads of the human race," he continues. "Why are we kicking our own ass?" The title is the only place that "peace" appears. 79 Nonetheless the music provides provocations that, taken together, suggest an alternative network of political meanings. Such networks need not be ideologies or cultural discourses, and this one differs. It is not derived logically as political ideologies typically are, and it is neither organic nor comprehensive in the manner of a culture or a discourse. Instead it is a loosely connected and not entirely articulated set of premises, suppositions, facts, reasons, arguments, and articles of faith. Almost by definition, the provocations that constitute this network of meanings are incomplete, sometimes obvious, and perhaps even trite. Yet they should be take seriously by political leaders and policy-makers. In the present case, they provide insights into an evolving global opposition to the beginning of the war, its conduct, and a variety of American policies that get interpreted as arrogant or hostile to international diplomacy and human rights.
Provocations
80 Among the many provocative themes in anti-Iraq-War music are four sets of special significance for ongoing politics:
81 September 11: 9/11 should have been predicted. 9/11 was used as an excuse for war. 9/11 was not simply the result of a few "evil" people. 9/11 deserved a military response, but not one conducted in the moralistic terms of the Bush administration.
A leader who has shown little interest in previous injustices cannot claim the "moral high ground" after an event like 9/11. If they feel severely threatened, the weak will use any means at their disposal to attack the strong. 
Speculations
85 A notable quantity of music was produced, released, re-released, or made newly relevant as a result of the invasion of Iraq. The music is highly varied in style: rap, hard-core, punk, rhythm and blues, folk, rock, jazz, electronica, avant garde, and others. Yet virtually none had significant play on radio or music televison. It is not obvious why.
86 The best comparison might be to music against the Vietnam War, for this was the last time that much popular music expressed doubts about a major military intervention by America. Various anti-war songs from that era had commercial success, and some are now acclaimed as classics. The list can grow long, but a beginning makes the point: "The Masters of War" by Bob Dylan; "Ohio" by Crosby, Stills, Nash; "Volunteers" by Jefferson Airplane; "'Wishin' to Die' Rag" by Country Joe and the Fish; Jimi Hendrix's version of the Star Spangled Banner played live at Woodstock; Marvin Gaye's "What's Going On;" "Fortunate Son" and "Bad Moon Arisin'" by Credance Clearwater Revival; "Ball of Confusion" by the Temptations; and Edwin Starr's "War."
87 The puzzle gets greater as the political and military situations in Iraq show few gains and stark setbacks. 36 It takes on an edge as disenchantment with the war's conduct has grown within the ranks of the military. 37 The same goes for disillusionment within the Republican Party. 38 88 Three explanations come to easily mind. One is that "political" music doesn't sell in the U.S. A second possibility is that this particular batch of anti-war music isn't good, because it has been didactic and simplistic. It is not, some say, among the best work of the few commercially successful artists who have released songs in response to the Iraq War. A third thought is that the successful artists with anti-war songs been too few. Thus the sources of antiwar music this time around have had a double burden: they have had to pull themselves into the commercial mainstream even as they have had to accommodate their politics to current musical trends.
89 It is true that the popular lyrics in English that enjoys commercial success are seldom political in overt ways. Music sales favor themes of romance, sex, anger, angst, or material success. There is a tradition of treating "political music" as though it must "break into" the mainstream. As for comparisons between the wars in Iraq and Vietnam, the 1960s are often considered with some justification to be the heyday of politics in popular music. Nonetheless commercially successful artists with political messages have appeared frequently in the recent history of popular music. English punk was highly politicized, and the Clash achieved some success with "London Calling." Early East Coast rap produced successful political artists, such as Public Enemy and KRS-1. In the early 1990s, riot grrls, Bikini Kill and L7 voiced feminist themes while gaining airplay, at least on independent radio stations. It is not true that political music is simply unmarketable.
90 Is it true that recent anti-war songs aren't commercially viable because they aren't good? Or at least, is it that they aren't aesthetically compatible with current commercial arrangements?
To judge the quality of whole kinds of music, especially in commercial terms, is difficult at best. The musical tastes of pop audiences are notoriously fickle. Yet the number of songs and breadth of styles turned against the Iraq War leave any blanket dismissal of their quality doubtful. From my perspective as a listener, some of the music is accessible and engaging. It has pop hooks to catch casual listeners. Of course, radio jockeys would have to make an effort to put this music into public play in order for a wide swath of listeners to make their own judgments about its quality. Few seem willing to do so.
91 Yet it is easy enough to agree that anti-Iraq-War songs from "name" artists such as Public Enemy and the Beastie Boys is not as good as their commercially successful music. On the other hand, Billy Bragg and Ani DiFranco never were staples of commercial radio. John Mellencamp is another matter, and "To Washington" is excellent, but it is done in a style unlikely to capture radio attention. As one dj from a "classic rock" station has said, moreover, "It's been a long time since pop radio had to play a new R.E.M. song or a new John Mellencamp song or a new Lenny Kravitz song." 39 Thus the political music of newer and established artists could be ignored by radio arbiters; and so far, it has been.
92 Most commercially successful artists -Fifty Cent, Eminem, Justin Timberlake, Britney Spears -either ignored the Iraq War or, like Spears, were quoted in support of the President's policies. 40 A possible exception is Outkast, but "Bombs Over Baghdad" appeared just before its major break into the mainstream. The height of the Vietnam War, by contrast, was also a high point for many of artists of that time. This was not mere coincidence. They couldn't be ignored, so they weren't. The political situation even contributed to the commercial success of some such as Country Joe and the Fish. Yet the music had to be played to be heard, and it had to be heard to engage people musically or politically.
93 Music against to the Iraq War has been ignored in important part because it could be. These days radio-station managers and djs show no interest in pushing boundaries or challenging listeners. Radio, even "college radio," seems principally concerned to confirm expectations both musically and politically. Independent stations are often dominated by "emo," a version of white punk organized around an ideology of teenage-male romanticism. The political economy of an increasingly consolidated communication industry reinforces the homogenization. The largest owner of radio stations in the U.S. is Clear Channel, owned until recently by Lowry Mays, who has close ties to the Bush family. The company's pacs have given over $400,000 to Republican candidates. 41 That leaves station managers unlikely to support play for songs with an anti-war message. In more general terms, communications conglomerates are unlikely to play music with even the slightest chance of antagonizing modest segments of potential listeners.
94 Careerism in the music business discourages top-selling artists from political risks. At times, popular music has been dominated by talented amateurs who succeeded by heavy touring only after honing their musical skills for a long time on some local scene. At the moment, however, success often comes to artists spotted (ideally at an early age) by talent scouts who manage for commercial payoff. People successful in such a system seldom challenge any larger systems of power that it reinforces.
95 It might be inaudible over the radio and therefore selling much less, but interesting, creative, even subversive "political" music is alive and well. The history of popular music suggests that a creative underground presages changes in the mainstream. 
